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realistic style of representation that incorporated elements drawn from popular culture, religion, and the classical myths.
The earliest images of the new Bolshevik male heroes-the worker, the peasant, and the Red Army soldier-were created in the latter, realistic style. These were the new icons of Soviet Russia-standardized images that depicted heroes (saints) and enemies (the devil and his accomplices) according to a fixed pattern (the so-called podlinnik in art of the Russian Orthodox Church). During 1919, iconographic images of male heroes were widely circulated by means of visual propaganda.
The ease and rapidity with which political artists generated icons of male heroes did not apply to their female counterparts. In fact, it is striking to notice how few images of women-any kinds of images-appear in Soviet political art before 1920. When they did appear, women were represented either as allegorical figures (symbolizing such abstract concepts as "freedom," "liberty," "knowledge," "art," or "history") or they were shown as nurses or victims of the White Army.7 Prior to 1920, few images of peasant women and women workers were incorporated into visual propaganda. Lenin's plan for monumental propaganda exemplifies the general pattern. It aimed at creating forty statues of heroic figures; only two of them were to be women. 8 The sparseness of female imagery in early Bolshevik political art is notable because it represented a departure from some of the major visual traditions in prerevolutionary Russia. Images of women were central to the system of representation in religious icons (the Mother of God). Folk art, or more specifically the lubok, included images of many different mythical and realistic female figures.9 In the commercial, charitable, and educational posters that proliferated in Russia after the turn of the century, pictures of elegant and attractive women, often reminiscent of film stars, were widely used to promote movies, journals, society balls, theatrical productions, soap, perfume, and other products. '0 By contrast, Tsarist political posters, produced between 1914 and 1917 as part of the country's first mass propaganda campaign, emphasized scenes of male combat. Women were seldom depicted and when they were, they appeared as allegorical figures or participants in the war effort.
Like In revolutionary France, the key images were Marianne-the "feminine civic allegory," and Hercules-the emblem of the radical Republic and the sansculottes. They were often accompanied by symbols such as the Phrygian cap, the fasces, and an altar, which further accentuated associations with the Roman Republic. 13 During the French Revolution, these images and symbols provided representations of the 12 An allegorical image refers "to another simultaneous structure of events or ideas, whether historical events, moral or philosophical ideas, or natural phenomena." Myth and fable are frequently used for allegorical purposes. The important thing about visual allegory is that the meaning of the image does not depend on the surrounding context; the meaning of the allegorical sign is determined exclusively by semantic (i.e., paradigmatic), rather than by the syntactic (i.e., syntegmatic), relations. Allegory is not inherent in the image but depends on the competence of the viewer. Only viewers conversant with the association between an image and an idea or conception will appreciate the complexity of meaning. See Alex Preminger, ed., Princeton Encyclopedia of Poetry and Poetics (Princeton, 1974), 12; and Boris Uspensky, The Semiotics of the Russian Icon (Lisse, 1976), 15. 13 The Phyrgian cap or bonnet was worn in ancient Rome by freed slaves; the fasces was a bundle of rods with an ax blade projecting, carried by Roman magistrates as a badge of authority. new political order, giving shape to the experience of power. They also served as a focus for struggles over contested issues.14 Allegorical images remained important in France throughout the nineteenth century.15 Representations of Marianne continued to be produced, but with variations corresponding to political conditions.16 In addition, there were numerous civic monuments, sculptures, and paintings that presented syncretistic allegorical During the immediate postrevolutionary years, a period of bitter contestation over the meaning of things, the Bolsheviks sought to establish the hegemony of their interpretation of history and politics. They had to create images consonant with a distinctively Bolshevik ethos, but these images also had to resonate with the cultural repertoires of the artists, officials, and viewers. Cultural repertoires were, of course, highly diverse and they incorporated elements from many different sources. Some of the earliest Soviet artists drew extensively on Western European traditions of political art, from which they appropriated various symbols and allegorical images. But only a small stratum of educated Russians could "read" these symbols and allegories, at least in their full implications. For a party that aimed at reaching broad strata of the population with its message, these kinds of images left much to be desired.
By the end of the Civil War, Soviet artists had created new images, far more accessable to ordinary people. The new images of the female worker and peasant also drew on mythology-the mythology of popular culture. Mythical elements from folklore and the popular idiom were fused with contemporary political ideology to create a special visual language for apprehending the unprecedented experiences of revolution and civil war. It was the combination of popular mythology and political ideology that gave Bolshevik propaganda its persuasive power.
The new worker and peasant icons-both male and female-functioned as symbols in visual propaganda. Unlike images drawn from the neoclassical repertoire, they did not require access to special knowlege from classical antiquity and mythology. But they were symbols nonetheless-symbols of the heroic groups that had, according to the Bolshevik master narrative, made the October Revolution and laid the groundwork for achieving socialism. The image of the blacksmith was meant to capture some elements of what it meant to be a male worker or, in the case of his female helper, what it meant to share in the glory of being part of the chosen class. In contrast to the type of imagery introduced by the Bolsheviks in the 1930s, these representations of workers and peasants were not intended to be prescriptive or to serve as models for conduct. They had a different function. Their purpose was to give visual meaning to a worldview which foregrounded the concept of class and class conflict and defined gender in terms of class.
Class and gender provided the two principal coordinates of the new visual language in Soviet Russia, interacting and reinforcing each other in ways unanticipated by those who created and disseminated political art. But it was class, rather than gender, that provided the fundamental conceptual framework for the Bolshe- 
